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RICHARD CORNELL Falling from a Height, Holding Hands 
(first performance) 
DOMINICK ARGENTO Cenotaph 
Dedication-prelude 
11 Parade (Song-Books of the War) 
Ill Elegy (For the Fallen) 
IV Chorale (Let Us Now Praise Famous Men) 
V Admonition (There Will Come Soft Rains-
War Time) 
VI Cenotaph (On Passing the new Menin Gate) 
(first Boston performance) 
-Intermission-
WOLFGANG AMADE. Mass in C minor, K. 427 
MOZART 
Kyrie 
Gloria 
Laudamus 
Gratias 
Domine 
Qui toll is 
Quoniam 
Jesu Christe-Cum Sancto Spiritu 
Credo 
Et incarnatus est 
Sanctus-Osanna 
Benedictus-Osanna 
ELISSA ALVAREZ soprano 
TERESA WAKIM soprano 
KARA HARRIS mezzo-soprano 
JAMES BARBATO tenor 
ADRIAN SMITH baritone 
TEXTS AND TRANSLATIONS 
RICHARD CORNELL 
Falling from a Height, Holding Hands 
What was that! 
Storms of flying glass 
& billowing flames 
a clear day to the far sky-
better than burning, 
hold hands. 
We wil l be 
two peregrines diving 
all the way down 
-Gary Snyder (b. 1930) 
Copyright © 2005 by Gary Snyder from Danger on Peaks: Poems. Reprinted with permission lrom Counterpoint. 
DOMINICK ARGENTO 
Cenotaph 
I. Dedication-prelude 
[Orchestra only] 
II. Parade (Song-Books of the War) 
In fifty years, when peace outshines 
Remembrance of the battle lines, 
Adventurous lads wil l sigh and cast 
Proud looks upon the plundered past. 
On summer morn or winter's night, 
Their hearts will kindle for the fight, 
Read ing a snatch of soldier-song, 
Savage and jaunty, fierce and strong; 
And through the angry marching rhymes 
Of blind regret and haggard mirth, 
They' ll envy us the dazzling times 
When sacrif ice absolved our earth. 
Some ancient man with si lver locks 
Wil l lift his weary face to say: 
'War was a fiend who stopped our clocks 
Although we met him grim and gay.' 
And then he' ll speak of Haig's last drive, 
Marveling that any came alive 
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Out of the shambles that men built 
And smashed, to cleanse the world of guilt. 
But the boys, with grin and sidelong glance, 
Will think, 'Poor grandad's day is done.' 
And dream of lads who fought in France 
And lived in time to share the fun . 
-Siegfried Sassoon (1886-1967) 
Ill. Elegy (For the Fallen) 
Solemn the drums thrill; Death august and royal 
Sings sorrow up into immortal spheres, 
There is music in the midst of desolation 
And a glory that shines upon our tears. 
They went with songs to the battle, they were young, 
Straight of limb, true of eye, steady and aglow. 
Thev were staunch to the end against odds uncounted: 
ThrJ:: II with their faces to the foe. 
:=i 
They shall grow not old, as we that are left grow old. 
Age shall not weary them, nor the years condemn. 
At the going down of the sun and in the morning 
We will remember them. 
As the stars that shall be bright when we are dust, 
Moving in marches upon the heavenly plain; 
As the stars that are starry in the time of our darkness, 
To the end, to the end they remain . 
-Laurence Binyon (1869-1943) 
IV. Chorale (Let Us Now Praise Famous Men) 
[a cappella] 
Let us now praise famous men. 
To them, the Lord through His majesty, 
hath apportioned great honor and glory. 
Such as did rule kingdoms, men renowned 
for their power and understanding: 
Leaders of the people who counseled with learning, 
Such as found out musical tunes to console us, 
pictures to beguile us, verses to inspire us; 
All these were honored in their generations, 
and were the glory of their times; 
There be of them, that have left a name behind, 
t their praises might be reported . 
Ar:, e there be, which have no memorial; 
who are perished, as if they had never existed; 
and are become as though they had never been born. 
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Their glory sha ll not be blotted out. 
Their bodies are buried in peace, but their name liveth for ever. 
-Ecclesiasticus, paraphrase 
V. Admonition (There Will Come Soft Rains-War Time) 
There will come soft rains and the smell of the ground, 
And swallows circling with their shimmering sound; 
And frogs in the pools singing at night, 
And wi ld plum trees in tremulous white; 
Robins wi ll wear their feathery fire, 
Whistling their whims on a low fence-wire; 
And not one will know of the war, not one 
Will care at last when it is done. 
Not one would mind, neither bird nor tree, 
If mankind perished utterly; 
And Spring herself, when she woke at dawn 
Would scarcely know that we were gone. 
-Sara Teasdale (1884-1933) 
VI. Cenotaph (On Passing the new Menin Gate) 
Who wi ll remember, passing through this Gate, 
The unheroic Dead who fed the guns? 
Who shall absolve the foulness of their fate, -
Those doomed, conscripted, unvictorious ones? 
Crudely renewed, the Salient holds its own . 
Paid are its dim defenders by this pomp; 
Paid, with a pile of peace-complacent stone, 
The armies who endured that sullen swamp. 
Here was the world's worst wound. And here with pride 
'Their names liveth for ever' the Gateway claims. 
Was ever an immolation so belied 
As these intolerably nameless names? 
Well might the Dead who struggled in the slime 
Rise and deride this sepulchre of crime. 
-Siegfried Sassoon 
VII. Finale (The Last Post) 
[Wordless a cappella with bugles] 
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WOLFGANG AMADE MOZART 
Mass in C minor, K. 427/417a · 
Kyrie 
Kyrie eleison. 
Soprano I: 
Christe eleison. 
Kyrie eleison. 
Gloria 
Gloria in excelsis Deo. 
Et in terra pax hominibus bonae voluntatis . 
Soprano II: 
Laudamus te. Benedicimus te. 
Adora mus te. Glorificamus te. 
Gratias agimus tibi propter magnam 
gloriam tuam. 
St ~os I, II: 
D...,9'°n.e Deus, Rex coelestis, 
Deus Pater omnipotens, 
Domine Fili unigenite, Jesu Christe, 
Domine Deus, Agnus Dei, Filius Patris. 
Qui tollis peccata mundi, 
miserere nobis. 
Qui tollis peccata mundi, 
suscipe deprecationem nostram. 
Qui sedes ad dexteram Patris, 
miserere nobis. 
Sopranos I and II, Tenor: 
Quoniam tu sol us sanctus. 
tu solus Dominus, 
tu solus altissimus, 
Jesu Christe, 
cum Sancto Spiritu in gloria Dei Patris. 
Amen. 
Credo 
Credo in unum Deum, 
Patrem omnipotentem, 
factorem coeli et terrae, 
visibilium omnium et invisibilium. 
Et in unum Dominum Jesum Christum, 
Filium Dei unigenitum. 
r· atre natum ante omnia saecula, 
C:... de Deo, lumen de lumine, 
Lord, have mercy on us. 
Christ, have mercy on us. 
Lord, have mercy on us. 
Glory to God in the highest. 
And on earth, peace to people of good will. 
We praise you. We bless you. 
We adore you. We glorify you. 
We give thanks to you for your 
great glory. 
Lord God, heavenly King, 
God, the Father almighty, 
Lord, the only-begotten Son, Jesus Christ, 
Lord God, Lamb of God, Son of the Father. 
You who take away the sins of the world, 
have mercy on us. 
You who take away the sins of the world, 
receive our prayer. 
You who sit at the right hand of the Father, 
have mercy on us. 
For you alone are holy. 
You alone are the Lord. 
You alone are most high, 
Jesus Christ, 
with the Holy Spirit in the glory of God the 
Father. 
Amen. 
I believe in one God, 
the Father almighty, 
maker of heaven and earth, 
and of all things visible and invisible. 
And in one Lord, Jesus Christ, 
the only begotten son of God. 
And born of the Father before all ages, 
God of God, light of light, 
* Portions of text that Mozart did not set appear in italics. 
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Deum verum de Deo vero. 
Genitum, non factum, 
consubstantialem Patri: 
per quern omnia facta sunt. 
Qui propter nos homines 
et propter nostram salutem 
descendit de coelis. 
Soprano I: 
Et incarnatus est de Spiritu Sancto, 
ex Maria Virgine: et homo factus est. 
Crucifixus etiam pro nobis 
sub Pontio Pilato; passus et sepultus est. 
Et resurrexit tertia die 
secundum Scripturas 
Et ascendit in coelum, 
sedet ad dexteram Patris. 
Et iterum venturus est 
cum gloria judicare vivos et mortuos: 
cujus regni non erit finis. 
Et in Spiritum Sanctum, 
Dominum et vivificantem: 
qui ex Patre Filioque procedit, 
Qui cum Patre et Filio simul adoratur 
et conglorificatur: 
qui locutus est per Prophetas. 
Et unam sanctam catholicam et 
apostolicam Ecclesiam, 
Confiteor unum baptisma 
in remissionem peccatorum, 
Et exspecto resurrectionem mortuorum 
Et vitam venturi saeculi. Amen. 
Sanctus 
Sanctus, Sanctus, Sanctus, 
Dominus Deus Sabaoth. 
Pleni sunt caeli et terra gloria tua . 
Osanna in excelsis . 
Sopranos I and II , Tenor, Bass: 
Benedictus qui venit in nomine 
Domini . 
Osanna in excelsis. 
Agnus Dei 
Agnus Dei, 
qui tollis peccata mundi, 
miserere nobis. 
Agnus Dei, 
qui to//is peccata mundi, 
dona nobis pacem. 
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true God of true God. 
Begotten, not made, 
of one substance with the Father: 
by whom all things were made. 
Who for us humans 
and for our salvation 
came down from heaven. 
And was incarnate by the Holy Ghost 
of the Virgin Mary: and was made man. 
He was also crucified for us under 
Pontius Pilate; he died and was buried. 
And he arose on the third day 
according to the scriptures 
and ascended into heaven, 
and sits at the right hand of God the Father. 
And he shall come again 
with glory to judge the living and the dea 
and his kingdom shall have no end. 
And [I believe] in the Holy Spirit, 
the Lord and giver of life, 
who proceeds from the Father and the Son, 
who like the Father and the Son is adored 
and glorified: 
who spoke through the Prophets. 
And [I believe] in one holy catholic and 
apostolic church, 
I confess one baptism 
for the forgiveness of sins, 
and/ look for the resurrection of the dead 
and the life of the world to come. Amen. 
Holy, Holy, Holy, 
Lord God of Sabaoth . 
The heavens and earth are full of your glory. 
Hosanna in the highest. 
Blessed is the one who comes in the name 
of the Lord. 
Hosanna in the highest. 
Lamb of God, 
who takes away the sins of the world, 
have mercy on us. 
Lamb of God, 
who takes away the sins of the world, 
grant us peace. 
-
PROGRAM NOTES 
RICHARD CORNELL (b. 1946) 
Falling from a Height, Holding Hands 
When I heard Gary Snyder read this poem on a podcast from the Poetry Foundation I was 
deeply moved. In his Danger On Peaks I found the text in print. In a few concentrated lines 
Snyder presents half a conversation, and reminds us of the sharp clarity of that moment 
that touched us all. Musical images crowded my mind, and I was quickly overwhelmed by 
a project I could neither stop nor avoid. Once heard, this poem cannot be unheard, and the 
piece seized me. There are two forces at work here that cannot be resolved: one turbulent, 
confounded, uncertain, and the other calm, resolved, and clear. The latter is how the poem 
speaks, and at times it is almost serene. The final image, the falcon, is particularly so. 
Snyder frequently speaks of the "most archaic" values he holds as a poet, and as a natural-
ist he knows the primordial first hand, and he allows us to draw from it here as from a deep 
well. 
-Richard Cornell 
Rich a Cornell is an associate professor of music at Boston University. He has received awards 
from the National Endowment for the Arts, MacDowell Colony Fellowship, Yaddo, the New Eng- · 
land Foundation for the Arts, and the Massachusetts Cultural Council. Recordings of his works are 
on Northeastern Records, Virgin Classics, and Seagull. 
DOMINICK ARGENTO (b. 1927) 
Cenotaph 
On Passing the New Menin Gate 
Who will remember, passing through this Gate, 
The unheroic Dead who fed the guns? 
Who shall absolve the foulness of their fate,-
Those doomed, conscripted, unvictorious ones? 
Crudely renewed, the Salient holds its own . 
Paid are its dim defenders by this pomp; 
Paid, with a pile of peace-complacent stone, 
The armies who endured that sullen swamp. 
Here was the world's worst wound. And here with pride 
'Their name liveth for ever,' the Gateway claims. 
Was ever an immolation so belied 
As these intolerably nameless names? 
w~ ight the Dead who struggled in the slime 
Ri ;· d deride this sepulchre of crime. 
-Siegfried Sassoon (1886-1967) 
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-In military terminology, a salient refers generally to a sharp deviation of the front forming a 
pocket or bulge on the battlefield map. As enemy territory surrounds this feature on most 
sides, salients rank among the most dangerous classes of terrain to defend. Early in World 
War I, an infamous salient formed just to the east of Ypres, a large town in West Flanders 
(now southwestern Belgium). A German assault in 1914 (later known as the First Battle of 
Ypres) developed these irregular battle lines, which quickly solidified as the tactics of trench 
warfare took hold . The subsequent clashes brought about the town's complete destruc-
tion and the losses of tens of thousands of Allied lives, military and civilian . Vulnerable to 
shelling, gas attacks, and gunfire from the surrounding elevated terrain at nearly all angles, 
this pocket of territory became so infamous as a death zone that "the Salient" soon came to 
refer specifically to this single Flanders battlefield . 
Following the Armistice, the British government resolved to commemorate its war dead 
with suitable memorials. In 1920 London dedicated a large, solemn stone monument at 
Westminster with the words THE GLORIOUS DEAD etched prominently into its side. Ypres 
received its own memorial a few short years later in the form of the Menin Gate, a massive 
structure straddling the eastbound road leading out towards the killing fields. The walls of 
the Gate include the names of nearly 55,000 British and other Commonwealth soldier. all 
presumed dead and whose remains were never recovered. Shortly after its dedicatior 
group of buglers from the Ypres fire brigade gathered at the gate to sound The Last Pas Ci 
traditional bugle call akin to Taps) in homage to those who died defending the neutrality of 
Belgium. This simple ceremony has continued nightly at eight o'clock, uninterrupted, to the 
present day. 
Both of these structures exemplify the notion of a cenotaph (from the Greek KEVOTacj>1ov, or 
"empty tomb")-an edifice built to memorial ize one or many dead persons in the absence 
of their physical remains. (The aforementioned London monument indeed carries the ex-
plicit title "The Cenotaph.") Though varied in structure and size, monuments such as these 
find homes broadly across the world-including in York, PA, as composer Dominick Argento 
recalls : 
I remember, as a boy of seven or eight, seeing my first cenotaph in one of my home-
town 's public parks. Its proximity to the children 's play area-the merry-go-rounds, 
hopscotch diagrams chalked on sidewalks-did not occur to me as incongruous then. 
Only much later was I struck by the irony of how brief a span of time-often less than a 
decade-might lapse between romps on a playground and having one's name engraved 
in memorial stone. 
This juxtaposition of playground and war memorial no doubt fascinated the well-read 
Argento (himself also a veteran). This irony led him towards the poetry of Siegfried Sas-
soon, whose deeply sardonic voice emerged during his service in World War I. Sassoon 
himself held the fellow soldier-poet Wilfred Owen as a close confidant, whose own poetry 
would eventuall y find a home in Benjamin Britten's War Requiem. Hoping to avoid dupli-
cating the deliberately political sentiment of Britten's effort, Argento consciously avoided 
(in his words) the "bitterness of Owen" in favor of the "irony of Sassoon." In lieu of dir · 1 
condemning war itself in Cenotaph, Argento assembles an array of poetic voices that (J 
attention to the living-examining how we, as participants within society, choose to re-
member war: its haughty glories, its material costs, and ultimately its human casualties. 
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Argento's deep knowledge of drama and literature greatly informs his work. He speaks of 
himself as amanuensis for his chosen texts-claiming that after the lengthy process of find-
ing words that "speak to him" the music follows forth almost as fa it accompli. His choral 
pieces offer a virtual syllabus of authors spanning centuries-Catullus, Dante, Shakespeare, 
Crashaw, Longfellow, Browning, Thoreau, Melville, Wilder-and the careful ordering and 
editing of texts now occupy most of his time and effort while composing. 
The circle of this journey from playground to stone tablet captures well the overall trajec-
tory of Cenotaph . The self-conscious solemnity of the orchestral prelude and sophomoric 
naivete of Sassoon's Song-Books of the War pass into the honest, heartfelt simplicity of 
Binyon's For the Fallen . The full-throated glorification (or propaganda?) of Let Us Now Praise 
Famous Men from Ecclesiasticus takes its place next as keystone of the work, with brief (yet 
revealing) textual insertions on consoling, beguiling, and inspiring added by Argento. Teas-
dale's There Will Come Soft Rains then offers a gentle admonition before the voices come 
round to Sassoon's cold and ironic On Passing the New Menin Gate. Finally, as in Ypres, The 
Last Post tune bids farewell. Played over a speechless choral reprise of the opening dedica-
tion, consequence grows heavy; words turn awkward and fall absent. 
Arr'~ frequently claims that the mere act of composition represents an effort towards, as 
he ·:ojfs, gnothi seauton ("to know thyself"). This theme of self-discovery likewise saturates 
the texts of his later choral music. Much like the omniscient Stage Manager of Wilder's Our 
Town, Argento's work frequently exhorts its audience to consider their own lives and beliefs 
alongside those portrayed onstage. As such, Sassoon's question "Who will remember, 
passing through this gate?" may well be the composer's own question for us (particularly in 
that the work itself takes the broad form of an arch, a gate.) Hearing this piece tonight, or 
perhaps standing at the Cenotaph, the Menin Gate, the Vietnam Veterans Memorial, or at a 
modest plaque in a suburban park, we spectators are left to contemplate in silence: 
"How might I fill this empty tomb with meaning?" 
-Michael McGaghie 
Michael McGaghie is a candidate for the Doctor of Musical Arts degree in Choral Conduct-
ing at Boston University. These notes are adapted from his dissertation Text and Pretext: 
Thornton Wilder and the Late Choral Music of Dominick Argento. 
WOLFGANG AMADE MOZART (1756-1791) 
Mass in C Minor, K.427/417a (unfinished) 
About my moral commitment, yes, that's absolutely right;-it flowed out of my 
pen not unintentionally-I truly made that promise in my heart and really hope to 
keep it.-When I made it, my wife was still single-but the promise was easy to make 
because I was determined to marry her as soon as she recovered her health.-Time 
d circumstances have delayed our trip, as you yourself know;-but as proof that I 
lly made that promise I have the score of half a mass lying here in hopes of getting 
· 1nished. 
(Letter from Mozart to his father, 4 January 1783) 
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This is the sum total of what we know about Mozart's reasons for composing his monu-
mental Mass in C Minor. The work was not commissioned, was performed only once in his 
lifetime-during the Salzburg visit alluded to here-and was never finished . Three years 
later its two opening movements formed the basis for his cantata Davidde penitente, but that 
was for a secular occasion and the words were not those of the Catholic Mass. Among his 
sacred works, this Mass looms as the largest in conception and easily the most flamboyant 
in style; yet its origins are far from clear. 
While stating emphatically that he composed the work for personal reasons, the letter 
doesn't say what those reasons were. The "promise" bore some relation to Wolfgang and 
Constanze Mozart's upcoming visit to Salzburg (a city he loathed), and his father, 
Leopold, was hounding him for repeatedly postponing that-hence Wolfgang's defensive-
ness ("Time and circumstances have delayed our trip, as you yourself know"). But to tease 
out more clarity than this would require access to letters we don't have. Why? Because he 
probably tossed them out. Most of what Leopold or anyone else sent him during his decade 
in Vienna is lost; of the scores of letters from his father, only one survives, perhaps by acci-
dent. It used to be customary to accuse Constanze of destroying such things, but the more 
likely culprit was Mozart himself. ~. 
~ 
Examining this one isolated paragraph, it appears that he first had the idea for the MaS:> ) 
during Constanze's illness shortly before they were married in August 1782. That was 
when he "truly made that promise"-but to do what, exactly? To write a Mass 
celebrating her recovery; or to take her to Salzburg and introduce her to Leopold and his 
older sister, Nannerl, presenting them with a new Mass to honor the occasion? Both, per-
haps? There is still a third possibility. By the time he wrote this letter, Constanze was several 
months pregnant with their first child: Raimund Leopold would be born the following June 
and Mozart was ecstatic about it. Whatever the reasons were behind this Mass, they were 
personal, which probably explains why he received no commission or remuneration for it-
even though composing such an enormous work pro bona was egregiously impractical for a 
man whose music had to support himself, his wife, and, soon, their son. 
Entrusting their baby to a nurse's care, the young couple arrived in Salzburg at the end of 
July. In his suitcase Mozart brought with him, in fact, only "half a mass," the two 
movements already finished before he wrote that letter: the Kyrie and Gloria. Once in 
Salzburg, he worked on the first half of the Credo and the Sanctus. Some of the Mass's 
movements are not complete in copies that have come down to us, but scholars dating 
back to 1901 have reconstructed them. Tonight's performance follows the edition of H. 
C. Robbins Landon. Mozart never wrote the second half of the Credo or any of the 
Agnus Dei, though he later sketched ideas for the latter. 
The Mass in C Minor was performed in Salzburg on Sunday, 26October1783, as Nannerl 
Mozart recorded in her diary entry for that day: 
To Mass in St. Peter's, where my brother's Mass was performed. All the court 
musicians were there. 
St. Peter's was (and is) a Benedictine abbey, some distance away from the cathedral, the 
seat of Salzburg's prince-archbishop, Count Heironymus Colloredo. Nannerl's statement 
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that "all" the court's (i.e., the cathedral's) musicia ns came over to St. Peter's is astonish-
ing. Granted, they were essential : the abbey had ten singers (five boys, five men) and ten 
instrumentalists. But if the court musicians were all at the abbey, who performed at the 
cathedral? 
Equally unanswerable is the question of how Mozart's Mass could have been performed 
incomplete. The feastday of the abbey's second patron saint (the first being, of course, St. 
Peter), Amand of Maastricht, was 26 October. When this fell on a weekday, the Credo could 
be omitted; but in 1783 it was a Sunday, requiring musical substitutions for the Credo's sec-
ond half and for the Agnus Dei. These might have been supplied from earlier works by Mo-
zart or from works of other composers; the simplest solution would have been plainchant. 
We may never know what was done. Archival records in St. Peter's are silent about that day, 
and the Mass was never mentioned again in the (surviving) Mozart family correspondence. 
This was the first such work Mozart had written since his "Coronation" Mass in C Major, K. 
317 (1779)', and it is utterly unlike its predecessor. In fact, it violates every one of the regu-
lations for sacred music promulgated by Emperor Joseph II (whose Enlightenment ideals 
andf form-minded government Mozart deeply admired) and, following the Emperor's lead, 
Prt' Archbishop Colloredo (whom Mozart despised). The rules included a prohibition 
ag~,,, t solo arias and fugues and required that a Mass must last no longer than forty-five 
minutes. Above all, music must foster a worshipful atmosphere and not draw attention to 
itself. As early as 1776 Mozart had complained about these restrictions to his beloved Ital -
ian mentor, Padre Martini: 
Our church music is very different from that of Italy, all the more so because a com-
plete Mass ... even the most solemn ones, during which the Prince-Archbishop himself 
presides, may not last more than three quarters of an hour. One needs special train-
ing to write this kind of composition, and furthermore it must be a Mass with all the 
instruments-trumpets, timpani, etc. 
(letter of 4September1776) 
While Mozart adhered more or less to these regulations in his "Coronation" Mass (there 
is a soprano aria, but a fairly short one), even managing to bring i.n the whole work in well 
under thirty minutes, for this new Mass he brazenly defied them all. Why did Colloredo 
allow it to go forward? Although as a Benedictine abbey St. Peter's was theoretically outside 
his jurisdiction, he held power over it as well; but he chose not to intercede, perhaps in the 
fanciful hope that such restraint might lure Mozart back into his service. 
The (-minor Mass is exceptionally long-nearly equal, if complete, to Bach's Mass in B 
Minor or Beethoven's Missa so/emnis. All three are considered liturgically unusable for this 
reason. Yet Mozart's rule-breaking went much further still, embracing every aspect of this 
work. 
The orchestra is the largest he employed in any sacred composition, making those court 
m,!, · ·ans essential. The overall sonority is thicker and brassier than you may be 
* l'h ass in C Major was originally composed for Easter Sunday in 1779, but its use for the 
Prague coronation of Emperor Leopold 11 in 1791 gave it the nickname "Coronation," by which it 
has been known ever since. 
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accustomed to in his music because three trombones are added to horns and trumpets in 
pairs. 
Salzburg church music had traditionally reinforced the chorus's alto, tenor, and bass sec-
tions with trombones; but here they yield a total of seven brass parts. The absence of 
clarinets, a widely popular new instrument, is also surprising. By 1783 Mozart was writing 
regularly for them in orchestral works; later, for the virtuosic Anton Stadler, he composed 
the Clarinet Quintet, K. 581 and the Clarinet Concerto, K. 522. Salzburg, however, had no 
clarinets, which is presumably why there are none in this Mass. 
During his futile search for employment elsewhere in 1777 and 1778, the twenty-one-year-
old composer spent five months in Mannheim, home of Europe's finest orchestra. What 
most excited him was Mannheim's quartet of principal woodwind players; he had never 
heard such playing in Salzburg. These musicians so fired his imagination that he imme-
diately began to incorporate soloistic, expressive wind parts into his own music-first in 
/domeneo (1781), which in fact was written for that orchestra, and later in many other works 
including this Mass. Indeed, his writing for orchestra was never the same after Mannheim; 
it didn 't have to be, once he moved to Vienna shortly after the ldomeneo premiere. 
"Every Sunday at 12," Mozart wrote to Leopold in April 1782, "I go to Baron von Swiete "'-
and there nothing is played but Handel and Bach." Van Swieten, a diplomat, sophisticated 
musical amateur, and Joseph I l's Imperial Librarian, had served in Berlin as ambassador to 
Frederick the Great, where he acquired a taste for the music of Handel, Bach, and one of 
Bach's sons, Carl Philipp Emanuel Bach. Week by week, Mozart fell in love with this by-then 
antique music. The first major work to demonstrate its impact is the Mass in C Minor, 
which is saturated from beginning to end with Handelian and Bachian counterpoint. Van 
Swieten later commissioned Mozart to update several of Handel's works to bring them in 
line with late 18th-century style. Best known today, from fairly frequent performances and 
recordings, is the Mozart-Handel Messiah. A final blatant violation of church-music regula-
tions in the (-minor Mass is its extensive use of vocal soloists: Soprano I and Soprano II 
(each performing an aria in addition to their duet together), tenor (for a trio with the sopra-
nos), and bass (for a quartet) . We know that one of the sopranos was Constanze Mozart, as 
Nannerl records in her diary for Thursday, 23 October: 
[Attended the] rehearsal of my brother's Mass, in which my sister-in-law sings the 
solos. 
Like Bach's B-minor Mass and Beethoven's Missa solemnis, the Mass in C Minor is written 
"cantata style," dividing the text of the Ordinary of the Mass into brief segments, each of 
which is accorded distinctive musical treatmenf'. The result is an ever-changing musical 
tapestry-homophonic then polyphonic, solo then choral, minor then major, exuberant then 
mournful-as Mozart's music responds vividly and often phrase by phrase to words he had 
known by heart since boyhood. 
The Kyrie opens with somber, plaintive, (-minor pleas for God's mercy before yielding• 
E-flat major and Soprano l's more confident prayer to the Son. This radiant Christe ele 
**The Ordinary comprises the Kyrie, Gloria, Credo, Sanctus, and Agnus Dei, though in this case, 
as mentioned earlier, the Agnus Dei and the second half of the Credo are missing. 
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bears such a resemblance to vocal exercises Mozart composed for Constanze the previous 
summer that it seems certain he wrote the first soprano part for her. Soprano 11 was prob-
ably one of Salzburg's two castratos, both of whom were close friends of the Mozart family 
and well regarded professional colleagues. 
The Gloria, divided into seven sections, alternates dramatically-unsettlingly-between joy 
and sorrow. Following the chorus's jubilant opening, the Laudamus is a lightly scored, care-
free operatic aria in old-fashioned ABA format. As always in his music, whether for soloists 
or for chorus, Mozart places melismas (vocal runs) with great care to highlight a single, 
important word: here, glorificamus. From this joyful aria, we are jolted first into the darkly 
driving rhythms of the Gratias agimus tibi and then into the Dominus Deus, a sunny duet 
for the two sopranos, and from that into a towering double chorus, the Qui toll is. Its intense, 
double-dotted rhythms, known to Mozart from both Handel 's Messiah and French choral 
music, are joined to a repeating bass figure somehow reminiscent of music Mozart surely 
did not know: the Crucifixus from Bach's Mass in B Minor. Bringing together these powerful, 
bygone gestures is of course no mere display of compositional brilliance; its purpose is to 
portray graphically and almost physically the scourging Jesus underwent before his crucifix-
i~~· The Quoniam tu sol us, a bright, contrapuntal trio for two sopranos and tenor, leads to 
t': en loria's triumphant, double-fugue conclusion, Cum sancto spiritu . 
. ,
The Sanctus is also a double chorus, though homophonic-a rarity in this Mass, as Mozart 
proclaims Isaiah's ancient invocation in solemn, brass-thick chords. The two settings of 
Osanna in excelsis, surrounding the solo quartet's Benedictus, are again polyphonic. 
The Mass's most extended musical treatment is of Et incarnatus est, the words with which 
Mozart's setting of the Credo ends. Recounting the miraculous birth of the Christ child, this 
aria for Soprano I is cast in what became, during his decade in Vienna, his most distinc-
tive idiom: the pastoral. This, too, had numerous models in Handel and (Pita) in Messiah, 
an oratorio he knew intimately. He also draws on his Mannheim experiences, calling for a 
woodwind trio of flute, oboe, and bassoon-traditional pastoral instruments-to welcome 
the soprano's entrance with garlands of florid runs that seem to put us in mind of birds 
in paradise. The soloist-who most assuredly was Constanze-joins their song when she 
arrives at the word Mozart emphasizes quite exorbitantly: factu.s ("made" or, in this case, 
"born") . The gentle 6/ 8 rhythms of a siciliana are here a mother's lullaby. There seems no 
question that this magnificent aria celebrates both the safe delivery of the Mozarts' baby 
boy and the birth of God's son. 
But there is a tragic ending to this story. Departing for Vienna the morning after the perfor-
mance, Wolfgang and Constanze arrived home only to discover that Raimund Leopold had 
died of an intestinal infection. Apparently, they had not been notified of this before. 
-Roye E. Wates 
Roye E. Wates is a professor of music in the College of Arts and Sciences. Her book, An 
tr uction to Mozart: The Music, The Man, The Myths, will be published by Amadeus Press 
i1 0 . 
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ELISSA ALVAREZ soprano 
Originally from Houston, Texas, soprano Elissa Alvarez is a 
second year student in the Doctor of Musical Arts program at 
the Boston University School of Music, where she studies voice 
with Penelope Bitzas. She received both her undergraduate and 
masters degrees from the University of Cincinnati College-Con-
servatory of Music. Ms. Alvarez is an avid performer of concert 
and operatic repertoire, and her upcoming engagements include 
Le nozze di Figaro with the Crested Butte Music Festival and a 
chamber recital featuring works by Monteverdi, Cipullo, Valls, and 
Milhaud. 
TERESA WAKIM soprano 
Teresa Wakim received her Bachelor of Music in Vocal Perfor-
mance and Musicology at the Oberlin Conservatory of Music, 
and her Master of Music in Historical Performance at the Boston 
University School of Music, where she studied voice with Penelo-
pe Bitzas. She is featured on two Grammy-nominated recordings 
of Lully operas with the Boston Early Music Festival: Psyche and 
Thesee. Recent operatic performances include Cupid in Dioc/e-
sian, with the Handel & Haydn Society, Diane in Acteon, with the 
Boston Early Music Festival, and solo oratorio appearances with 
Seraphic Fire, Back Bay Chorale, and Masterworks Chorale. 
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KARA HARRIS mezzo-soprano 
Kara Harris is a second year student in the Boston University 
Opera Institute. Her operatic roles include the title role of Therese 
Raquin, Ros ina in II Barbiere di Siviglia, Second Lady in The Magic 
Flute, and Cherubino in Le Nozze di Figaro. She is the recipient of 
many awards, including the Special Encouragement Award from 
the Western Region Finals of the Metropolitan Opera National 
Council Auditions. Ms. Harris has received operatic training from 
Central City Opera, Arizona Opera, and the University of Arizona . 
She studies voice with Penelope Bitzas, and will return to the 
Boston University School of Music in the Fall of 2009 for her third 
year. 
~ 1~ES BARBATO tenor 
James Barbato is a first year student in the Boston University Op-
era Institute, where this year he has appeared as Edgardo in Lucia 
di Lammermoor, and Camille in Therese Raquin . Mr. Barbato studies 
voice with Penelope Bitzas. A graduate of the Eastman School of 
Music, he has performed professionally with Opera New Jersey, 
Ohio Light Opera, and Tri-Cities Opera, in roles that include 
Don Ottavio (Don Ottavio), Tami no (Die Zauberf/Ote) and Tybalt 
(Romeo et Juliette). As a recitalist, he has appeared frequently as 
a guest of Cornell University under the guidance of fortepianist 
Malcolm Bilson. This summer, he will be an apprentice with Cen -
tral City Opera, performing Normanna in Lucia. 
ADRIAN SMITH bass-baritone 
Adrian Smith is a first year Master of Music student at Boston 
University, where he studies voice with Dr. Jerrold Pope. He is a 
2008 graduate of Lenoir-Rhyne College in Hickory, North Caro-
lina, where he studied voice with Judith Burbank and earned his 
Bachelor of Arts degree in Voice Performance. He has been heard 
in roles such as the Leader/ Preacher in Kurt Weill 's Down in the 
Valley, Elder Ott in Floyd 's Susannah, Sir Wilfred in Jorge Martin's 
T ory, and Antonio in Le Nozze di Figaro. 
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CRAIG JESSOP conductor 
Dr. Craig Jessop is a professor of music and Head of the Department of 
Music at Utah State University in Logan, Utah. He is also the newly ap-
pointed Music Director of the American Festival Chorus and Orchestra. 
These appointments follow Dr. Jessop's distinguished tenure as music 
director of the world famous Mormon Tabernacle Choir. He concurrently 
serves as the music director of the Carnegie Hall National High School 
Choral Festival sponsored by the Weill Institute of Music at Carnegie 
Hall. Prior to his appointment wi th the Tabernacle Choir, Dr. Jessop was 
a Lieutenant Colonel in the U.S. Air Force music progra ms, where he 
served as director of the U.S. Air Force Singing Sergeants in Washing-
ton, D.C. (1980-1987); as commander and conductor of the Band of the 
U.S. Air Forces in Europe at Ramstein, Germany (1987-1991); and as 
commander and conductor of the Air Combat Command Heartland of 
America Band (1991-1995). He has also been music director of the Maryland Choral Society, the 
Rhineland-Pfalz International Choir of Germany and the Omaha Symphonic Chorus. 
Dr. Jessop has been on the American choral scene for more than thirty years. The renowned · ., 
choral conductor has recently stepped down from leadership of the world-famous Mormon ~ 
ernacle Choir after over 12 years of service with the choir. Under Dr. Jessop's musical direct ion, 
the Tabernacle Choir received numerous awards, including the National Medal of Arts. He has 
recorded over 15 CDs on the Telarc and MTC labels with the Choir and most recently received a 
Grammy nomination for his work with the Mormon Tabernacle Choir and Orchestra at Temple 
Square. 
At the Opening Ceremony of the 2002 Winter Olympic Games in Salt Lake City, Dr. Jessop con-
ducted the Mormon Tabernacle Choir and the Utah Symphony, working with world-renowned 
artists Sting and Yo-Yo Ma, and composers John Williams and Michael Kamen. Other artists 
with whom he has collaborated include Renee Fleming, Frederica von Stade, Bryn Terfel , Audra 
McDonald, The King's Singers, Angela Lansbury, Claire Bloom, Walter Cronkite, and Charles 
Osgood. In 2003, Dr. Jessop conducted the choir and prepared the singers for a performance of 
A German Requiem at the prestigious Tanglewood Festival with the Boston Symphony Orchestra 
and Rafael Frubeck de Burgos. A much sought-after guest conductor, Dr. Jessop has conducted 
the Carnegie Hall National High School Choral Festival sponsored by the Weill Music Institute at 
Carnegie Hall and the Berkshire Choral Festival . 
In addition to his work as a conductor, Dr. Jessop has been active as a baritone voca list, first as a 
member of the Mormon Tabernacle Choir, and later with the choirs of Helmuth Rilling and John 
Rutter and with the Robert Shaw Festival Singers. He is a previous winner of the Metropolitan 
Opera regional auditions and San Francisco Opera auditions, and has partici pated in the Merola 
Opera training program of the San Francisco Opera. 
He lives in the peaceful sett ing of the northern Utah val ley of Cache County w ith his wife Ra Nae. 
They are the parents of four children and have four wonderful grandsons. 
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ANN HOWARD JONES director of choral activities 
Dr. Ann Howard Jones is a professor of music and Director of Choral 
Activities at Boston Universi ty. Recognized for her expertise in conduct-
ing technique, choral and voca l pedagogy, rehearsal procedures and 
performance practice, Dr. Jones has delivered presentat ions at the 
national convention of the Music Educators National Conference and 
lectured on rehearsal techniques at the International Federation of 
Chora l Music Symposium. She has been a guest faculty member at the 
universities of Missouri, Miami, Drake, San Diego State, Missouri at 
Kansas City, Michigan State and North Texas. She delivered a lecture on 
score preparation for a professiona l t ra ining workshop at Carnegie Hall, 
and the following year she was invited to prepare the chorus for Charles 
Dutoit's performance of Stravinsky, Poulenc and Faure at Carnegie Hall . 
She was invited by Chorus America to lead a workshop for conductors of 
chi ld ren 's choruses on the campus of Northwestern University and in San Francisco with the San 
Francisco Girls Chorus, and she was invited to lecture on voca l technique in the choral rehearsa l 
at Juilliard. Dr. Jones has also conducted the Mormon Tabernacle Choir in live broadcasts. She 
~: rved on panels for the Chorus America National Convention in Washington, D.C. and for 
t1 nductors Guild. 
Equa lly acclaimed as a conductor, her guest conducting appearances have included many all 
state, district, regiona l and festiva l choruses. She has conducted the Boston University Sym-
phony Orchestra and Symphonic Chorus in the Verdi Requiem in Symphony Hall, which the 
Boston Globe called "stirring" and "memorable.'' Dr. Jones conducted the Buffalo Philharmonic 
Orchestra and Chorus, the Boston University Symphonic Chorus and Orchestra's performance of 
Britten's War Requiem for the 2004 Eastern Division Convention of the American Choral Direc-
tors Associat ion, and the 2006 BU Symphonic Chorus and Orchestra performance of Vaughan 
Williams' Dona Nobis Pacem in Carnegie Hall for the inauguration of Robert Brown, the current 
president of Boston Univers ity. 
Dr. Jones was Assistant Conductor for Choruses with the At lanta Symphony Orchestra from 
1984 to 1998, where she was closely associated with the late Robert Shaw, Music Director 
Emeritus and Conductor Laureate. She was the first Conductor of the At lanta Symphony Youth 
Chorus. She served as Musical Assistant with the Robert Shaw Chamber Singers and Festival 
Singers, whose performances led to numerous record ings on TELARC and cri tica l acclaim at 
Carnegie Hall. As one of the orga nizers of the Robert Shaw Institute, she assisted Mr. Shaw in 
the musical preparations for the Institute, which rehearsed, performed and recorded in France 
from 1988to1994. 
Among the awards Dr. Jones has received are Boston University's coveted Metcalf Award for 
Exce llence in Teaching, an award based on peer evaluation of work in the classroom and student 
letters of support, and an invitat ion to lecture for the Lilly Foundation's conference on the hu-
manities. 
rch of 2009, she conducted chorus and orchestra in the Vaughan W il liams Dona Nobis 
and Cenotaph, a premiere by Dominick Argento, at the Nationa l Convention of American 
I Directors Association in Oklahoma City. 
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DAVID HOOSE director of orchestral activities 
David Hoose is a professor of music in the School of Music at Boston 
University, where he is Director of Orchestral Activities. He has been 
Music Director of the Cantata Singers and Ensemble since 1984, and has 
been Music Di rector of Co llage New Music since 1991. For eleven years, 
Professor Hoose was also Music Director of the Tallahassee Symphony 
Orchestra. 
Professor Hoose is the 2008 recipient of Choral Arts New England's A l- · 
fred Nash Patterson Lifetime Achievement Award . He is also the recip i-
ent of the 2005 Alice M. Ditson Conductors Award, given in recognition 
of exceptiona l comm itment to the performance of American music, and 
whose past recipients include Leonard Bernstein, Andre Previn, Eugene 
Ormandy and Leopold Stokowski. During his tenure with the Tallahas-
see Symphony Orchestra, the city of Tallahassee declared a week to be named after him in 
recognition of his contributions to the cultura l li fe of the region . As a horn player and founding 
member of the Emmanuel Wind Quintet, he was a recipient of the Walter W. Naumburg Award, 
for Chamber Music, and he was the recipient of the Dmitri Mitropolous Award for his work ~ e 
Tanglewood Music Center. 
Under Professor Hoose's leadership, Collage and Cantata Singers have given hund reds of pre-
mieres and have been active commissioners of dozens of new works, including music by John 
Harbison, Peter Child, James Primosch, Andrew lmbrie, Earl Kim, Stephen Ha rtke, Donald Sur, 
T.J. Anderson, Lior Navok, and Andy Vores. His recordings wi th these two organ izations include 
music of Charles Fusse ll, Seymour Shifrin, Irving Fine, Ezra Sims, Child, Sur, Harbison and others; 
his recording with Collage of Harbison's Mottetti di Montale, for New World Records, was a 2005 
Grammy Nominee for Best Performance by a Smal l Ensemble. His other recordings appear on 
the Koch, Nonesuch, Delos, CRI and Gun Mar labels. 
He has cond ucted the Chicago Ph ilharmonic, Singapore Symphony Orchestra, Saint Louis Sym-
phony, Utah Symphony, Korean Broadcasting Symphony CKBS), Orchestra Regionale Toscana 
(Florence), Quad Cities Symphony Orchestra, Ann Arbor Symphony, Opera Festival of New 
Jersey, and at the Warebrook, New Hampshire, Monadnock and Tanglewood music festivals. 
In Boston, he has appeared as guest conductor with the Boston Symphony Chamber Players, 
Handel & Haydn Society, Back Bay Chorale, Chorus Pro Musica, and numerous times wi th both 
Pro Arte Chamber Orchestra and Emmanuel Music. He has also conducted Auros, ALEA Ill , 
Dinosaur Annex, Fromm Chamber Players, and the Brandeis Contemporary Players, the last of 
which he also served as founder. 
Professor Hoose has several times been guest conductor at the New England Conservatory, and 
has conducted the orchestras of the Shepherd School at Rice University, University of Southern 
California, and the Eastman School. For the past three summers, he has been a facu lty member 
at the Rose City International Conduct ing Workshop, in Portland, Oregon. Conductors whom 
he has mentored at Boston University now serve in a wide variety of distinguished conducting 
positions, from music directorships of college and youth orchestras, assistant and associate 
conductors of major U.S. orchestras, to music directorships of professional orchestras and 
compan ies. 
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BOSTON UNIVERSITY SYMPHONIC CHORUS 
ANN HOWARD JONES director of choral activities 
JUSTIN BLACKWELL assistant conductor and rehearsal pianist 
The Boston University Symphonic Chorus is a musical organization made up of students from ten fore ign 
countries and thirty-four states. Whi le there has been choral singing at BU since the 1800s, the chorus, in its 
present form, was founded in 1993. In its brief history it has performed many major choral works and had a 
significant collaboration with the late Robert Shaw. 
Soprano Alto Jamon Maple 
Emily Baker Elizabeth Brennan Erik Olson 
Lauren Boyer Rebecca Carden Dan Omphroy 
Nadine Braunstein Jessica Chatterton Joseph Pratolongo 
Caitli n Brett Erin Coffey R. Joshua Reynolds 
Emily Cania Elizabeth Doyle Daniel Ross 
Regina Ca rlo Fanny M . Du Four Christopher Wa lters 
Kate Cordial Elizabeth Evans Patrick Waters 
A lic ia D'Alba Brittney Freed Timothy Westerhaus 
Tara Deieso Christina Go Schuyler White 
5r.i. t Duval Sarah Hartwig Cory D. W ikan 
r dwards Mary Henriquez Hyun Y. Woo 
IC Tatyana llyin 
Kara Joy Fle ishaker A lexandra Kal inowski Bass 
Lauren Goodhue Hyu nji Kim Benjamin Bouton 
Liana Brooke Guberman Al icia M . Ma loney Jonathan Brenner 
Jessica Gugl ielmo Kate li n McCormick Edward Clea ry 
Rachel Haberman Cait lin McVeigh Basil Considine 
Lianna Hamilton Sarah N edze I Michael Convicer 
Rashida Hassan Belinda Paige Jonathan Craft 
Olivia Hauck Lau ra Pincus Tom Curry 
Mariko Henstock Aleksandra Pusti lnikova Anthony Douglass 
Rachel Anne Hippert Ashley Rabens Chet Douglass 
Emily Hudson Alexandra E. Rinn David Fried 
Emily Isaac Erin Sa lada Michael Gal lagan 
Jennifer Kane Cassandra Sant iago Thomer Gil 
Lea Madda Greta Schmidt David Castill o Goucher 
Katherine Marcincuk Jodi Siegelman M ark Griepenburg 
Megan Mccarney Griselda Tomaino Stephan Griffin 
Krista McClellan Katherine Tyson Jason Kahn 
Amanda Meier Sydnee Nicole Waggoner Sea n Jacobsen 
Tavia Merchant Molly Walker Larry Jones 
Michele M urphy Lidiya Ya nkovskaya David Levalley 
Katherine O'Melia Cecilia Yudin Alexander Macnow 
Elizabeth Park Ross Maddox 
Melissa Riesgo Tenor Michael Mobi lio 
Emily Noel Schoen Jesse Barrett Calv in Ng 
Anna Sims Tommy Barth Sebastian Remi 
Kirsten Smayda Justin Blackwell Joshua Sawicki 
Elizabet h Smith Nicho las Foster Michael Sherman 
Leah Smith Jonathan Hannau Anthony G. Spano 
ny Sokolowski Terrence Henderson Fiat Vongpunsawad 
Spignese Jamie Hil lman Justin Werner 
Brya n Jimenez Nathan Zu lli nger 
Christopher Maher 
Alexander Maleyeff 
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BOSTON UNIVERSITY SYMPHONY ORCHESTRA 
DAVID HOOSE director of orchestral activities 
The Boston University School of Music orchestral program, under the guidance of David Hoose, assumes an integral 
and centra l role in the education of the School's instrumentalists, whether they are aspiring to professions as 
chamber musicians, as orchestra l musicians, or as teachers, or are looking to musical lives that combine all three. 
The repertoire of the three ensembles of the program- the Symphony Orchestra, the Chamber Orchestra, and the 
Wind Ensemble-reaches wide and deep, from vital standard repertoire, to compelling if less familiar compositions, 
and to music from this and the past centuries. The ensembles, led by an array of faculty and guest conductors, 
present more than sixteen concerts each season, including co llaborations with the opera and chora l departments, 
and annual performances in Boston's Symphony Hall. 
Violin I Viola Flute 
Zoya Tsvetkova, concertmaster Jessica Lipon, principal Margaret Brinkerhoff • 
Leslie Levi Chen Lin Alex Conway 
Em ily Chao Yuan-Chun Liu Zachary Jay + 
Sonia Deng Silvija Kristapsons Chia Jung Lee 
Yi Hsiu Li u Joy Grimes Meghan Mi ller* 
Lee Ann Blackmore Farrah O'Shea 
Shu-I Hsiung Lilit Muradyan Piccolo 
Jude Zi liak Tess Scott-Suhrstedt Caitlyn Perry " 
Vincent Piazza Evan Perry 
Pau l Pinard Andrew Sa lo Oboe 
Joanna Grosshans Rebecca Schauer Kristina Goettler • 
Madeleine Jansen Kiara Perico Sarah Hassen + 
A leksandra Labinska Sharon Bielik Lindsey Fernandez-Holl ingshead 
Charles Nguyen Nathaniel Farny Marizabel Lebron 
Ashlyn Olson Al icia Maloney 
Cait lyn Locurto Cello Nathan Swain * 
Maelynn Arno ld Daria Titova, principal 
Shyang Puri Seung-Yeon Jung Clarinet 
Ariana Falk Danby Cho+ 
Violin II M ing-Hui Lin Gun Hwan Jung 
Klaud ia Szlachta, principal Seth Macl eod Yi-Ju Lin . 
Eun Jung Lee Ted Vigneau Giacomo Smith 
Oksanna Georgieva Brandon Brooks 
James Harris Janel Zarkowsky Bassoon 
Jul ia Hol liday Bo-Min Son Stephanie Busby 
A lison Shipton Matthew Flynn Yoon Joo Hwang + 
Ju lija Okrukso Andrew Chae Cheng Ma ·* 
Yuiko Nakano Esther Chang 
Bethany Morris Michael Prevost Horn 
Ike Yato Christopher James David Ba landrin * 
Kathryn Rooney Laura Carter+ 
Constance Bainbridge Bass Daniel Doyle 
Tess Varley Tristan Sutton, principal Emma Kaplan 
Amy Brunswick Bebo Shiu Megan Marranca . 
Lisa Barksdale Brent Ed mondson Jeremy Moon 
Maho Sakai Benjam in Green 
Brandon Mason 
Nathaniel Martin 
Henry Samuels 
•. 
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Trumpet 
Spencer Aston • 
Christopher Belluscio + 
Michael Dobr inski* 
Patrick Doyle 
Joshua Rzepka 
Michael Sinicropi 
Casey Tamanaha 
Jared Tanner 
Trombone 
Kenneth Col li ns 
Courtney Sander 
Matthew Smith + 
Jason Stein * 
Jon Watkins · 
Tuba 
Patrick Fitzs immons • 
Andres Trujillo * 
Harp 
Meghan Caulkett 
Talia Mai lman • 
Amanda Romano * 
Timpani 
Kazuki Oya+ 
Matthew Raskopf * 
Benjamin Tileston • 
Percussion 
Weichen Li n 
Kazuki Oya· 
Miles Sa lami 
Chun-Yu Tsai 
Bronwyn Wyatt * 
Orchestra Managers 
Joy Grimes 
Ming-Hui Lin 
Vincent Piazza 
• denotes principal in Cornell 
* denotes principal in Argento 
+denotes principal in Mozart 
2008-2009: 
The Benjamin Britten Season 
November 7, 8 pm •Jordan Hall 
David Hoose, Music Director Benjamin Britten Cantata misericordium, Gabriel Faure Requiem 
Benjamin Britten 
Tickets and information 
at 617-868-5885 or 
www.cantatasingers.org. 
This season is funded in part by 
the Britten-Pears Foundation. 
November 23, 3 pm • Longy School of Music 
Britten Songs and Vocal Chamber Music 
Cantata Singers Chamber Series, Allison Voth, Music Director 
January 16, 8 pm • Jordan Hall 
All-Britten program featuring Serenade for Tenor, Hom and Strings 
Michael Slattery, tenor; Michael Thompson, hom 
February 7, 2 pm• All Saints Parish, Brookline 
Britten Noye's Fludde children's opera 
March 13, 8 pm • Jordan Hall 
Ludwig van Beethoven Mass in C 
Britten Suite from Death in Venice 
April 26, 3 pm• Roxbury Community College 
Britten The Little Sweep children's opera with PALS Children's Chorus 
May 8, 8 pm •Jordan Hall 
].S. Bach Cantata BWV 149 
Classroom Cantatas Student cantata premiere 
Andy Vores Natural Selection (World Premiere) 
Britten Psalm 150 with Boston Children's Chorus 
Britten The Company of Heaven 
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BOSTON UNIVERSITY SCHOOL OF MUSIC 
Founded in 1873, the School of Music combines the intimacy and intensity of conservatory 
training with a broadly based, traditional liberal arts education at the undergraduate level 
and intense coursework at the graduate level. The school offers degrees in performance, 
composition and theory, musicology, music education, collaborative piano, historical per-
formance, as well as a certificate program in its Opera Institute, and artist and performance 
diplomas. 
In 1954, the College of Fine Arts was created to bring together the School of Music, along 
with two new entities: the School of Theatre and the School of Visual Arts. The University's 
vision was to create a community of artists in a conservatory-style school offering profes-
sional training in the arts to both undergraduate and graduate students, complemented by a 
liberal arts curriculum for undergraduate students. Since those early days, education at the 
College of Fine Arts has begun on the BU campus and extended into the city of Boston, a 
center of rich cultural, artistic and intellectual activity. 
Boston University, founded in 1839, is an internationally recognized institution of high •~ 
education and research . With more than 30,000 students, it is the fourth largest inde 
dent university in the United States. BU contains seventeen colleges and schools, along 
with a number of multi -discip linary centers and institutes that are central to the school's 
research and teaching mission. 
SCHOOL OF MUSIC ADMINISTRATION 
Mary P. Squiers, Executive Operations Officer 
Tracy Rider, Director of Admissions and Student Affairs 
Anthony Enslow, Executive Assistant 
J. Casey Soward, Manager of Production and Performance 
Diane Mclean, Stage Manager 
Shane McMahon, Recording Engineer 
Eric Roberson, Scheduling and Programs Coordinator 
Kris Sessa, Librarian 
Martin Snow, Keyboard Technician and Restoration 
Roberto Toledo, Head Recording Engineer 
COLLEGE OF FINE ARTS ADMINISTRATION 
Walt Meissner, Dean ad interim 
Andre de Quadros, Director, School of Music 
Jim Petosa, Director, School of Theatre 
Lynne Allen, Director, School of Visual Arts 
Patricia Mitro, Senior Assistant Dean, Enrollment Services 
Stephanie Trodello, Assistant Dean, Development and Alumni Relations 
John Amend, Assistant Dean for Finance and Administration 
Ellen Carr, Executive Director of External Relations 
Chris Santos, Director of Development and Alumni Relations 
Jean Connaughton, Public Relations/Marketing Associate 
Colleen Walsh Powell , Alumni Officer 
Molly Hirsh, Development and Alumni Relations Associate 
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FRIENDS OF THE COLLEGE OF FINE ARTS 
All of us at the College of Fine Arts are grateful to our community of alumni, faculty, families, and friends who 
believe in the importance of supporting gifted students in music, theatre, and the visual arts through their 
generous annual contributions. Gifts from the Friends of the Co llege of Fine Arts fund important capital initia-
tives, educational outreach, events, programs, performances, and exhibitions, all of which directly assist the 
talented young artists of Boston University. 
We thank the following donors for their generous support during the 2007-2008 fiscal year. 
$1,000,000 
Ms. SungEun Han-Andersen 
Ms. Judith R. Harris 
Dr. John Silber 
$100,000 to $200.000 
Mr. and Mrs. Herman Miller 
Mr. and Mrs. Loren S. Miller 
The Estate of Faye G. Stone 
00 to $99,999 
nd Jasmine Chobanian 
wart F. Lane and 
. Bonnie Comley 
Surdna Foundat ion, Inc. 
Ms. Virginia E. Withey 
$5,000 to $24,999 
Anonymous 
Drs. John A. and Harriet S. Carey 
Clovelly Charitable Trust 
Ann and Gordon Getty Foundation 
Bobbi Hami ll 
Lady Mercia M. Harrison 
Margaret S. Lindsay Foundation 
Montgomery Symphony Associat ion 
Mrs. Elayne Russek 
Mr. Philippe Schwab 
M r. Pierre R. Schwab 
Ms. Gael Towey 
The Ushers & Programmers Fund 
Dr. and Mrs. Ernst Hans von Metzsch 
$2,500 to $4,999 
The ASCAP Foundation 
Irving Caesar Fund 
Richard F. Balsam, M.D. 
Ms. Dorothy D. Cameron 
Mr. and Mrs. Thomas A. Dubbs 
M r. M ichael Goldenberg 
M r. and Mrs. Richard I. Grausman 
Larry G. Jones and Ann Howard Jones 
Mr. Robert E. Krivi 
Mr. Ronald S. Lauder 
Phoenix Symphony Guild 
The Presser Foundation 
Renaissance Musica l Arts, Ltd. 
Mr. Charles A. Stakely 
Ms. Helen J. Steineker 
Mrs. Laura Rose Stone 
$1,000 to $2,499 
Anonymous 
Avedis Zildj ian Company 
Mr. Ariel Bass 
Bose Foundation, Inc. 
Kim and Mary Lou Brad ley 
Dr. Fred A. Bronstein 
Ms. Sandra L. Brown 
Richard D. Carmel Charitable 
Remainder Trust 
Frank A. D'Accone, Ph.D. 
Mrs. Margaret May Darnen 
Mrs. Teresa De l Piero 
Mrs. Ann B. Dickson 
Chester and Joy Douglass 
Mr. Wi lliam E. Earle 
Dr. Richard W. Ekdahl 
Mr. Frederick L. Ens ley 
Mrs. Marie V. Fa labella 
Thomas C. Farre ll, Esq. 
Fidelity Investments 
M s. Judith M . Flynn 
Mr. Steven G. Friedlander 
Mr. Frank C. Ginsberg 
Mr. Blake W. Hinson 
Phyllis Elhady Hoffman 
Mr. and M rs. Dmitri llyin 
Mrs. El len B. Kazis-Walker 
Mr. and Mrs. Dean Casper Kehler 
David Carlton Kneuss 
Ms. Ronna S. Kress 
Mr. John E. Loveless 
The Reverend Dr. Joan B. Malick 
Ms. Margaret M. Martin 
McFadden Family Foundation 
Walt C. Meissner 
David A. and Mildred H. Morse 
Charitable Trust 
Ms. Andrea Okamura 
Ms. F. Taylor Pape 
Sandra Lee Rowsell 
Mr. Kenneth D. Rudnick 
Mrs. Amy Abrich Shemin 
Mr. and Mrs. Oscar S. Straus 
Ms. Courtenay Brandreth Symonds 
Mr. Vincent P. Trunfi o and 
Mrs. Susan E. Trunfio 
Wilson Butler Architects, Inc. 
$500- $999 
The Estate of Constantin Alajalov 
Apostolos A. Al iapou lios 
Mrs. Cathy M. Altholz 
Amy Lynn Barber, Ph.D. 
Ms. Elizabeth H. Bower 
Class of 2008, BU School of Theatre 
Mr. Roger C. Davidson 
Edna L. Davis 
Ms. Deborah K. Delano 
Mr. and Mrs. Paul J. Depoo, Jr. 
Mrs. Debra Dion Faust 
Mr. David L. Feigenbaum and Ms. 
Maureen I. Meister 
Dr. Silha Fish 
Dr. Michelle Goodwyn, LLC 
Mr. and Mrs. Richard A. Hobbs 
Colonel Capers A. Holmes, 
USAF(Ret.) 
Ms. Joan F. Horton 
Ms. Lindsey V. Humes 
Dr. Jimmie L. Jackson 
Mrs. Marian H. Kent 
Mr. Robert Maganuco 
Ms. Joy L. Mcintyre 
John S. Minkowski, M.D. 
Ms. Daniela Adriana Procupez 
Mr. Robert Scallan 
Mr. and Mrs. Arthur Schlesinger, Jr. 
M s. Lorra ine Shemesh 
Mrs. Roberta S. Steiner 
Mr. Douglas Edward Stumberger 
Mr. Leonard J. Therrien 
Mr. Joseph M . Thomas II 
Sydel l Tu ke l 
Mr. Richard E. Van Deusen 
Mr. John A lan Wickey 
M r. and M rs. Hardy Lathan Winburn 
Mrs. Linda Neil Yee 
information about how you can join our growing list of supporters, please contact us at 617-353-5544 or make a donation 
ont.. t www.bu.edu/alumni/cfa/giving. We would love to welcome you into our donor community! 
*This list reflects donations made between July 15, 2007, and July 15, 2008. 
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BOSTON UNIVERSITY SCHOOL OF MUSIC 
STRINGS Renee Krimsier flute HISTORICAL MUSIC EDUCATION 
Steven Ansell viola* Kai-Yun Lu clarinet PERFORMANCE Richard Bunbury • 
Edwin Barker double bass* Don Lucas trombone * Aldo Abreu recorder Bernadette Colley * 
Cathy Basrak viola Richard Menaul horn Sarah Freiberg Ellison Diana Dansereau * 
Bonnie Black pedagogy * Suzanne Nelsen bassoon cello Andre de Quadros * 
Lynn Chang violin Craig Nordstrom, clarinet Laura Jeppesen Jay Dorfman * 
Jules Eskin cello Elizabeth Ostling flute via/a da gamba Andrew Goodrich * 
Edward Gazouleas viola Ken Radnofsky saxophone Christopher Krueger Patrick Jones * 
Raphael Hill yer via/a Richard Ranti bassoon Baroque flute Ron Kos * 
Marc Johnson cello Thomas Rolfs trumpet Catherine Liddell lute Warren Levenson 
Bayla Keyes violin * Mike Roylance tuba Martin Pearlman Sandra Nico lucci * 
Michelle Lacourse viola * Matthew Ruggiero Baroque ensembles * Anthony Palmer 
Benjamin Levy double bass bassoon Robinson Pyle Wi lliam Pappazisis 
Lucia Lin via/in* Eric Ruske horn * natural trumpet Chris Parks 
Malcolm Lowe via/in Robert Sheena Marc Schachman Evan Sanders 
Dana Mazurkevich violin English horn Baroque oboe Karen Snell 
Yuri Mazurkevich violin * Ethan Sloane clarinet * Jane Starkman John Wallace • 
lkuko M izuno violin Jason Snider horn Baroque violin, viola 
John Muratore guitar Samuel Solomon Peter Sykes harpsichord * CONDUCTING 
George Neikrug cello++ percussion David Hoose * 
James Orleans double bass James Sommervil le horn MUSICOLOGY Ann Howard Jones * 
Leslie Parnas cello Linda Toole flute Richard Bunbury * David Martins 
Ann Hobson Pilot harp Lee Vinson percussion Victor Coe I ho * Scott Metcalfe choral lit. 
Barbara Poeschl-Edrich Steven Cornelius 
harp PIANO Brita Heimarck * OPERA INSTITUTE 
Michael Reynolds cello* Jonathan Bass Thomas Peattie * Judith Chaffee 
Rhonda Rider cello Anthony di Bonaventura* Joshua Rifkin * Phylli s Curtin ++ 
Todd Seeber double bass Maria Clodes-Jaguaribe * Andrew Shenton* Sharon Daniels * 
Roman Totenberg Linda Jiorle-Nagy Joel Sheveloff * Frank Kelley 
violin++ Boaz Sharon * Jeremy Yudkin * Ruth Benson Levin 
Michael Zaretsky viola William Lumpkin * 
Peter Zazofsky violin * COLLABORATIVE PIANO COMPOSITION Adam Mclean 
Shiela Kibbe * AND THEORY Jim Petosa 
WOODWINDS, BRASS, Robert Merfeld Brett Ab igana Betsy Polatin 
and PERCUSSION Martin Amlin * Christien Polos 
Laura Ahl beck oboe ORGAN Deborah Burton * Jeffrey Stevens 
Ken Amis tuba Nancy Graner! Richard Cornell * Nathan Troup 
Jennifer Bi l l saxophone Peter Sykes * Joshua Fineberg * All ison Voth * 
Peter Chapman trumpet Heather Gilligan 
Geralyn Coticone flute VOICE Samuel Headrick* STAFF PIANISTS 
Dorio! Dwyer flute M iche lle Alexander David Kopp * Michelle A lexander 
Terry Everson trumpet * Sarah Arneson * Rodney Lister * Eve Budnick 
John Ferril lo oboe Penelope Bitzas * Ketty Nez * Jodi Goble 
Richard Flanagan Sharon Daniels * John Wallace * Phi llip Oliver 
percussion Emma Dassori Steven Weigl * David Richardson 
Joseph Foley trumpet James Demler * Lorena Tecu 
Timothy Genis percussion Gary Durham Noriko Yasuda 
Ian Greitzer clarinet Simon Estes* 
Ronald Haroutounia n Jodi Goble Department Chairs 
bassoon Phyllis Hoffman * represented in bold 
John Heiss flu te Frank Kelley 
Gregg Henegar bassoon Susan Ormont *ful l-t ime facu lty 
Jerrold Pope* 
Maria Spacagna ++Emeritus 
1, 
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